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INTRODUCTION 


A  pupil  of  Dietrich  Buxtehude  (1637-1707),  the  composer, 
organist,  violinist  and  gambist  Nicolaus  Bruhns  (1665-1697) 
left  an  indelible  impression  on  northern  German  music  despite 
his  early  demise.  He  was  appointed  to  the  Stadtkirche  in 

Husum  in  1689.  Esteemed  by  his  contemporaries,  Bruhns  enjoyed 
a  prosperous,  though  very  brief  career,  composing  chamber 
music,  cantatas  and  organ  music.  Although  none  of  his  chamber 
works  are  extant,  there  are  twelve  surviving  Italian  solo 

cantatas — works  in  which  Bruhns  carried  the  form  to  new  heights 
2 

in  northern  Germany.  His  extant  keyboard  music  consists 

of  five  organ  works — four  prae ludia  and  a  chorale  prelude 
on  "Nun  komm  der  Heiden  Heiland."  Fortunately  for  the  modern 
organist,  these  organ  works  are  available  in  a  fine  new  edition 


the  life  and  works  of 


For  detailed  information 
Nicolaus  Bruhns,  see  the  following: 

Heinz  Kolsch,  Nicolaus  Bruhns,  Schriften  des  Landesin- 
stituts  fur  Musikf orschung  Kiel,  Vol  XIII  (Kassel:  Barenreiter 
Verlag,  1958);  Idem,  "Nicolaus  Bruhns,"  Die  Musik  in  Geschichte 
und  Gegenwart:  Allgemeine  Enzyklopadie  der  Musik.  Edited 
by  Friedrich  Blume.  Kassel:  Barenreiter  Verlag,  1949-1967. 
Vol.  II,  cols.  395-398;  Hugh  McLean,  "Nicolaus  Bruhns," 
New  Grove  Dictionary  of  Music  and  Musicians.  Sixth  ed. 
Edited  by  Stanley  Sadie.  London:  Macmillan  Publishers 
Limited,  1980.  Vol.  Ill,  pp .  375-376;  Martin  Geek,  Nicolaus 
Bruhns  (Cologne:  Musikverlag  Hans  Gerig,  1968). 

^  For  an  excellent  article  on  the  Italian  cantata,  see 
Nigel  Fortune  et  al.,  "Cantata:  I.  The  Italian  Cantata 
to  1800,"  New  Grove  Dictionary  of  Music  and  Musicians,  Vol. 
Ill,  pp.  694-702. 
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edited  by  Klaus  Beckmann  and  published  by  Breitkopf  &  Bartel.'*' 
No  autograph  of  the  Praeludium  in  E  Minor  by  Bruhns  is  extant. 
Klaus  Beckmann  has  reconstructed  the  piece  from  carefully 
compared  secondary  sources.  One  of  the  editing  problems  was 
the  transcription  from  17th-century  northern  German  tablature 
(which  was  comprised  of  letter  names  on  a  staff)  to  the  more 
familiar  modern  notation.  The  result  may  be  fraught  with 
errors : 

"...  die  Umschrift  als  vorrangige  Fehlerquelle 
ansehen  und  somit  insbesondere  nach  moglichen 
Oktavversehen ,  Umstellungen  von  Noten,  (z.  B. 
hinsichtlich  der  Majuskeln,  d.  h.  im  Bereich  der 
Grossen  Oktave),  nach  Verwechslungen  von  a  und 
e  und  dergleichen  und  sachgerecht  zu  bessern." 

(Therefore,  [the  editor]  will  especially  search 
for  possible  mistakes  in  the  octaves,  disarrangement 
of  notes,  omissions  of  ligatures  and  rests,  faulty 
interpretations  of  the  tablature  [e.g.  in  regard 
to  the  majuscules,  that  is  in  the  area  of  the 
low  tones],  the  confusion  of  "a"  and  "e",  and 
similar  things  in  order  to  detect  defects  in  trans¬ 
mitting  [transcribing]  the  compositions,  to  diagnose 
them,  and  to  correct  them  properly. )2 

Beckmann  includes  excellent  editorial  notes  concerning  the 

manuscripts  he  consulted,  their  location,  and  the  discrepancies 

between  each  manuscript  and  the  final  version. 


i 

For  other  editions,  see  Nicolaus  Bruhns,  Orge Iwerke , 
ed.  Fritz  Stein  (Frankfurt:  C.  F.  Peters,  1939).  Renewed, 

1967;  Martin  Geek,  co-editor. 

2Nicolaus  Bruhns,  Sarntliche  Orge  Iwerke,  ed.  Klaus  Beckmann, 
trans.  Susan  Schmidt  (Wiesbaden:  Breitkopf  &  Bartel,  1972), 

p.  5. 
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CHAPTER  1 

The  northern  German  praembula  and  prae ludia  of  the  17th 
century  generally  are  comprised  of  alternating  free  and  fugal 
sections.  Apart  from  occasional  homophonic,  recitative-like 
passages,  the  free  sections,  improvisatory  in  character, 
were  usually  composed  of  scalar  passages,  arpeggiated  figures, 
sequences  and  pedal  figures,  usually  in  rapid  sixteenth  or 
thirty-second  notes.  They  allowed  the  performer  to  display 
his  manual  and  pedal  dexterity.  Ornaments  abound,  written 
out  or  indicated  by  symbol.  By  textual  implication  or  analogy, 
ornaments  were  likely  also  added  by  the  performer.  They  were 
used  to  enhance  the  melodic  curve,  to  heighten  the  rhythmic 
drive  and  to  increase  harmonic  intensity.  Whether  they  be 
written  out,  indicated  by  symbol,  or  added  by  the  performer, 
they  should  not  disrupt  the  natural  pulse  (for  example,  rhythmic 
elision  or  expansion,  dissonance  displacement,  duplets  against 
triplets)  and  should  fit  the  general  character  of  the  piece. 

The  performer  was  expected  to  add  his  own  ornaments  (in  fact, 

the  performer  and  composer  were  most  often  one  and  the  same; 

the  extant  pieces  of  Bruhns  were  probably  written-out  improv¬ 
isations  ) . 

^■As  will  be  exemplified  in  the  following  pages,  ornaments 

are  generally  performed  one,  occasionally  also  two,  metric 
subdivisions  faster  than  the  fastest  non-ornamental  metric 
passage  of  a  given  texture.  Although  there  is  nowhere  any 
explicit  statement  to  that  effect,  ornament  charts  and  verbal 
descriptions  from  Diruta  to  C.  P.  E.  Bach  imply  this  practice. 
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Symbols  were  a  form  of  "shorthand"  for  the  composer. 
Instead  of  writing  out  ornaments  which  were  fairly  common, 
he  devised  a  symbol  that  was  placed  above  the  note  to  be 
ornamented.  The  symbol  may  not  signify  a  specific  ornament, 


but 

rather,  a 

type 

of 

ornament,  such 

as  a 

trill  which 

can 

take 

several  d 

if  ferent 

lengths  and  s 

hapes . 

Or  perhaps 

the 

symb< 

d!  may  not 

be 

even 

that  specific 

,  and 

may  be  used 

to 

indicate  any  ornament  to  be  played  at  the  performer's  discretion. 
Although  this  may  seem  confusing  and  perhaps  intimidating 
to  the  modern-day  performer,  it  is  this  freedom  of  choice 
that  makes  the  art  of  ornamentation  so  exciting,  beautiful 
and  individualistic.  There  are,  of  course,  certain  stylistic 
guidelines  which  are  outlined  in  the  following  pages. 


Ornaments  indicated  by  symb o 1 


The  symbol  is  perhaps  the  most  vague  in  the  Praeludium 

in  E  Minor.  It  usually  denotes  a  trill.  The  basic  trill 
is  comprised  of  an  alternation  of  the  upper  neighbour  and 
main  note.  The  decision  whether  to  play  the  upper  neighbour 
diatonically  or  chromatically  rests  on  the  immediate  key 
context  or  tonal  center  (which  may  be  different  from  the 
basic  tonal  center  of  the  piece).  If  for  instance  the  player 
is  to  trill  on  a  quarter-note  "b"  in  the  key  of  C  major, 


he  plays 
he  would 


If 


the  tonal  area  were  A  major, 
for  c  natural  is  not  part  of 


A  major. 
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The 

trill  may 

be 

short 

(min 

imum 

of  two  alt 

:ernat ions 

between 

upper  and  main  no 

tes) 

or  as 

long 

as  to  fill 

the  note, 

for  example,  measure 

;  86 , 

Appem 

...  1 
aix . 

It  i. 

s  measured, 

performed 

rapidly 

and  clearly 

,  and 

the 

main 

note 

is  usually 

sustained 

for  the 

remainder 

of  the  du 

ration 

.  Longer  trills 

are  more 

strictly 

measured ; 

they 

may 

incre 

ase , 

but  never 

decrease , 

in  speed  mathematic 

ally 

( that 

is  t 

o  say 

,  they  may 

increase 

from  sixteenth  to 

thirty 

-second  to 

sixty 

-fourth  not' 

es).  They 

should  never  increase  or  decrease  gradually  as  rhythmic  crescendo 
or  decrescendo: 


To  add  further  variety  to  trills  of  more  than  two  alternations, 
one  may  add  a  prefix,  a  suffix  or  both.  There  are  two  prefixes: 
one  starts  on  the  upper  neighbour,  passes  through  the  main 


note  to  the  lower  neighbour  and  back  to  the  main  note: 

The  second  starts  on  the  lower  neighbour,  passes  through 
the  main  note  to  the  upper  neighbour,  and  back  to  the  main 


•  These  are  called  upper  and  lower  prefixes, 
respectively.  The  prefix  is  succeeded  by  alternations  of 
upper  neighbour  and  main  note.  The  suffix  consists  of  the 
succession,  upper  neighbour/main  note/lower  ne ighbour /main 

The  length  of  a  trill  will  largely  be 


For  the  convenience  of  the  reader,  all  references  to 
the  Appendix  in  this  essay  are  given  by  measure  rather  than 
page  number. 
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determined  by  the  context.  For  example,  in  measure  86  it 
would  not  be  possible  to  play  a  longer  trill  with  any  clarity. 
But  the  symbol  appearing  above  a  half  or  a  whole  note  permits 
a  longer  trill,  with  a  prefix,  suffix  or  both.  In  the  context 
of  a  slow  lyrical  passage,  perhaps  an  interrupted  trill— 
a  trill  comprised  of  a  short  unmeasured  trill  and  a  longer 
measured  trill— would  be  preferable: 


One  may  also  delay  the  trill  by  commencing  alternations 
on  the  second  subdivision  upon  an  initial  main  note  occupying 
the  first  subdivision  of  the  beat: 


The  symbols  tr  and  trillo  longo  usually  represent  short 
and  long  trills,  respectively.  In  this  piece,  they  occur 
in  analogous  cadences  in  an  improvisatory  section  (see  measures 
84  and  89).  According  to  the  convention  of  increasing  intensity, 
one  could  interpret  the  symbols  as  follows: 

t r--a  shorter  trill,  which  does  not  take  up  the  entire 
duration  of  the  note  (identical  with  /w  );  and, 


trillo  longo— -a  longer  trill,  taking  up  the  entire 

duration  of  the  note,  including  the  anticipation: 


By  way  of  an  equally  valid  criterion,  we  have  opted  for  the 


analogous  rendition  which  yields  identical  solutions  to  two 
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different  symbols.  Consistent  with  ornamental  practice,  one 
symbol  may  have  several  different  solutions,  and  conversely, 
several  different  symbols  may  yield  the  same  solution.  However, 
this  seeming  freedom  of  choice  is  clearly  delimited.  For 
example,  one  may  not  play  the  following: 
as  it  contradicts  the  principle  of  increasing  tension:  the 

trill  slows  down,  creating  a  feeling  of  arrested  motion. 

One  exception  to  the  concept  of  trills  starting  on  the 
upper  neighbour  is  the  pedal-point  trill.  It  consists  of 
alternation  between  the  main  note  and  upper  neighbour.  The 
emphasis  of  the  pedal  point  is  on  the  harmonic  aspect,  so 
the  trill  stresses  the  main  note  on  the  strong  pulses. 

The  mordent,  ^  is  the  least  ambiguous  regarding  execution. 
An  unmeasured  ornament,  it  consists  of  the  main  note  and 
its  lower  neighbour,  returning  to  the  main  note.  As  in  the 
trill,  the  secondary  note  will  be  diatonic  or  chromatic, 
depending  on  the  immediate  tonal  center.  The  mordent  is  performed 
relatively  rapidly  (that  is,  relative  to  the  tempo  and  mood 
of  the  piece).  As  a  general  rule,  the  mordent  should  take 
no  more  than  half  the  duration  of  the  note: 


Excepting  its  performance  in  conjunction  with  a  lower  appoggia- 
tura,  there  are  generally  no  variants  to  the  execution  of 


the  mordent: 
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Written-out  ornaments 

Several  ornaments  in  Bruhns '  Praeludium  in  E  Minor  are 
fully  notated  rather  than  indicated  by  symbol.  The  most  reason¬ 
able  explanation  for  this  may  be  that  there  were  no  symbols 
to  indicate  precisely  the  composer's  intention.  These  gestures 
are  particularly  informative  regarding  free  ornamentation. 
They  give  the  modern-day  performer  certain  guidelines  as 
to  the  nature  of  ornamentation  he  might  analogically  supply. 

The  simplest  of  these  written-out  ornaments  are  slides 
and  scalar  passages.  A  slide  consists  of  three  or  more  notes 
rising  or  falling,  played  rapidly.  A  chart  of  slides  indicated 
in  the  Praeludium  in  E  Minor  will  be  found  on  page  9.  The 
function  of  the  slide  is  to  fill  in  an  interval,  giving  the 
texture  more  fluency.  Perhaps  the  reader  should  consider 
the  suggestion  of  playing  the  slides  in  the  first  fugue  at 
a  faster  metric  level,  compensating  by  double-dotting  the 
note  of  origin.  Slides  are  ornaments,  and  this  performance 
suggestion  would  agree  with  the  previous  statement  that  ornaments 
are  played  one  metric  subdivision  faster  than  the  fastest 
values  in  non-ornamental  passages  (see  also  Appendix,  Editorial 
Note ,  p .  i ) . 
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Measure 

Voice 

Descript  ion 

11 

soprano 

3-note  slide,  played  more  rapidly  than 
actually  shown 

12 

soprano 

tenor 

scalar  passage 

16 

soprano 

4-note  slide 

17 

soprano 

4-note  slide,  analogous  to  measure  16 

18 

soprano 

3-note  slide,  probably  played  much  fast< 
without  improvised  lead-in 

19 

soprano 

3-note  slide,  could  also  be  played  fast< 
than  shown  in  score 

30 

soprano 

3-note  slide 

36 

soprano 

4-note  slide 

42 

alto 

4-note  slide 

45 

alto 

4-note  slide 

47 

soprano 

3-note  slide 

53 

tenor 

4-note  slide 

60 

alto 

4-note  slide 

63 

soprano 

4-note  slide 

64 

soprano 

4-note  slide 

65 

alto 

4-note  slide 

71 

soprano 

4-note  slide 

83 

soprano 

tenor 

3-note  slide 

84 

tenor 

5~note  slide 

87 

alto 

4-note  slide 

89 

tenor 

3-note  slide 

144 

soprano 

3-note  slide 

151 

soprano 

3-note  slide 

Bruhns 

incorporates  other  types  of  ornaments  in  the 

musical  texture.  The 

two  thirty-second,  notes  in  the  soprano 

of  measure 

35  appear 

to  be  a  suffix  of  a  trill,  and  may  be 

played  as 

such.  This 

pattern  is  seen  often  in  baroque  music. 

One  should 

be  careful 

not  to  misinterpret  them  rhythmically; 

if  played 

as  a  suff 

ix  of  a  trill,  they  should  correspond 

metr ica  1  ly 

with  the 

values  of  the  preceding  oscillations, 

regardless  of  the  notated  value: 
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mm 


Another  ornament  found  frequently  in  this  pieces  is  a  turn- 

indicated  by  this  symbol 
.  This  symbol  does  not 


like  figure.  It  is  not  a  turn  as 

CO 

CO  ,  executed  as 


appear  in  Bruhns '  works;  rather,  there  are  these  figures, 
which  are  centered  around  a  single  note: 


n.  43 


m»  54 


73 


The  figure  in  measure  54  has  the  melodic  shape  of  a  turn, 

but  close  scrutiny  of  the  surrounding  harmony  indicates  that 
"bM  is  the  main  note,  so  it  is  not  a  "true"  turn. 

There  are  examples  of  small  trill-like  ornaments.  The 
trill  in  measure  45  alternates  between  the  main  note  and 
its  upper  auxiliary.  This  differs  from  the  ordinary  trill, 

which  usually  starts  on  the  upper  auxiliary,  except  when 
used  as  a  pedal  point.  Here,  it  is  clear  that  it  is  not  a 

pedal-point  trill,  but  rather  a  short,  fully  notated  main- 
note  trill.  There  is  another  example  of  a  main-note  trill, 
but  clearly  in  context  as  a  pedal-point  trill  (see  measures 
3  and  4).  It  is  unusual  in  that  all  three  upper  voices  partici¬ 
pate  in  the  trill  thus  yielding  a  chordal  trill. 

Measure  51  contains  a  mordent-like  figure,  played  with 
the  upper  auxiliary  instead  of  the  lower  auxiliary.  Measure 

79  includes  a  more  conventional  mordent-like  figure. 
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The  first  three  measures  are  a  typical  example  of  an 
introductory  flourish  for  praeludia  in  the  1/th  and  18th 
centuries.  It  is  a  chord  progression  that  has  been  broken 
down  into  various  components  arranged  in  a  variety  of  ways. 
Sometimes  only  two  notes  of  the  chord  are  used,  sometimes 
three  or  four.  The  improvisatory  figures  starting  in  measure 
81  are  similar,  sometimes  filling  in  melodic  skips  with  passing 
notes.  The  "harpeggio"  section  is  composed  entirely  of  broken 
chords.  The  last  section  again  consists  of  broken  chords 
filled  in  and  decorated  with  upper  and  lower  auxiliaries. 


m .  1 


r-l-4 — 

*“”1  r~ 

^Ti" 

- 

- - 

sesEt; 

f* 

‘ 

m 

_ 

-0— 

— 4 

4 

j 

# 

r*- 

-M 

S' 

- - - 

u 


VI  V/vii  vii°  V 
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CHAPTER  2 

Trills  on  the  penultimate  note  of  a  cadence  were  almost 

a  matter  of  course.  Therefore,  Bruhns,  following  the  practice 
of  most  of  his  contemporaries,  does  not  trouble  himself  to 

indicate  them,  except  for  three  instances  in  this  piece  where 
he  exceeds  the  normal  ornamental  gestures:  measures  3  to 

5  (written  out),  measures  84  and  89.  We  have  added  trills 

on  penultimate  notes  in  measures  12,  19,  79  and  131.  Special 

note  should  be  made  of  the  trills  in  the  first  fugal  section. 
When  a  fugue  subject  is  ornamented,  it  is  usually  desirable 
to  continue  the  ornamentation  throughout  the  fugue,  wherever 
the  subject  appears.  We  have  opted  for  a  trill  on  the  penultimate 
note  of  the  cadence  in  the  fugue  subject  and  have  carried 
it  throughout  the  fugue,  altering  it  in  a  few  instances  where 
it  may  create  undesirable  dissonances  or  parallels  with  the 
other  voices.  Otherwise,  the  trill  has  been  kept  as  consistent 
as  possible.  This  holds  true  for  the  second  fugal  section 
as  well. 

The  performer  may  add  trills  in  other  places.  Measures 
72  and  119  illustrate  trills  which  grow  from  suspensions. 
Mordents  were  added  in  measures  80  and  94  as  alternatives 
to  a  trill  on  the  final  note  of  a  cadence.  Mordents  were 
added  in  measures  81  and  82  by  analogy  to  those  indicated 
by  symbol  in  measures  86  and  87.  An  appoggiatura  is  an  option 
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for  the  pedal  in  measure  86.  It  acts  as  a  passing  note  between 
e  and  c-sharp,  gives  a  rhythmic  pulse  on  the  first  beat, 
and  adds  a  dissonance,  harmonically  accenting  the  beginning 
of  the  measure. 

Variety  is  also  an  integral  part  of  ornamentation.  The 
listener  must  not  grow  weary  by  hearing  the  same  ornament 
in  analogous  places  throughout  the  piece.  Hence,  a  turn  was 
added  in  measure  153  in  analogy  to  the  slide  in  measure  151. 

Longer  ornamental  gestures  are  better  incorporated  if 

they  bear  some  resemblance  to  material  already  present  in 

the  texture.  Measures  17  and  18  present  a  figure  which  is 

18 

related  to  material  previously  heard  in  the  ^  section  preceding 
it.  This  flourish  fills  in  the  "empty  space"  in  the  beginning 
of  measure  18,  which  is  perhaps  welcomed  more  in  a  room  with 
unsympathetic  acoustics. 

The  melodic  flourishes,  beginning  at  measure  112  again 
fill  in  "empty  space."  The  figures  consist  of  material  presented 
in  the  first  section  (scalar  passages)  and  in  the  first  fugal 
section  (trills).  They  are  also  related  to  each  other. 

Many  of  the  concepts  regarding  ornamentation  presented 
in  the  preceding  pages  may  be  applied  to  the  music  of  Bruhns 5 
contemporaries.  Perhaps  in  a  broader  sense,  these  concepts 
are  applicable  to  music  of  all  genres  in  Bruhns 8  time  and 
area.  The  field  of  ornamentation  is  fascinating  for  its  sheer 


14 


wealth  of  creative  options.  It  is  hoped  that  in  a  small  way 
this  paper  will  encourage  exploration  and  creative  application 
of  ornamentation  in  the  music  of  the  baroque  era. 
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THE  DEPARTMENT  OF  MUSIC 

of 

THE  UNIVERSITY  OF  ALBERTA 

presents 

EILEEN  ARMSTRONG,  organ 

Saturday,  March  20,  1982  at  8:00  p.m. 
Convocation  Hall,  Q!d  Arts  Building 


Passacaglia  and  Fugue  in  C  minor, 

BWV  582  . Johann  Sebastian  Bach 

(1685-1750) 


Prelude  and  Fugue  on  the  name  BACH 

(Second  version,  1 870)  .  Franz  Liszt 

(181 1-1886) 


INTERMISSION 


Sonata  for  Organ  (1964)  .  Helmut  Barbe 

I.  Toccata  (b.  1927) 

II.  Trio 

111.  Fuga 

Variations  on  "Est-ce  Mars*'  . Jan  Pieterszoon  Sweelinck 

(1562-1621) 

Fantasia  in  F  minor,  K.  608  (1 79 1 )  Wolfgang  Amadeus  Mozart 

(1756-1791) 


This  recital  is  in  partial  fulfillment  of  the  degree  of  M.Mus.  for  Miss  Armstrong. 
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